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十~「絨毯の下絵」の謎 ―一





Lesson of the Master",1892)を始め,「『ベル トラフィオ』の作者」 TThe Author of Bcrtγprrfο",
1884),「アスパンの手紙」 (“The Aspern Papers",1888),「初老」 T`The Middle Years",1893),「有









に代わって有名文芸紙『ミドル』紙 (T力8M,」J12)に作家 ヒュー・ヴェレカー (Hugh Vereker)の最
新作の書評を書いてくれと依頼を受けるところから物語は始まる。願ってもないチャンスとそれを
引き受けた「私」は次の日曜日あるパーティでヴェレカーに会い,その書評はよく書いてはあるが,
他の多くの書評と同様に自分の全作品を貫 く「ちょっとした肝心な点」 (`my little pointり,①「ある














(p.251))という電報が届 く。一日も早 くその秘密を聞きたいと待つ二人に対し, コーヴィックはヴ
ェレカーに会って確認するまでは言えないと言う。やがて,一点の違いなく確認ができたこと,一
ヶ月ヴェレカーとともに滞在することを告げる電報 (`Just seen Vereker―not a note wrong.Pressed
me to bosom―keeps me a month.'(p.255))がグウェン ドレン宛に届 く ,秘密の内容は結婚後に
明かすと知らされ,二人はさらに待たされることになる。そうするうちに「私」は急病の弟の看病
































れが小説の隠された意図であったに過ぎない。「発見した !」 (`Eureka l')②と叫びながら,その内
容が明らかにされないまま物語が進行し終わってしまうのも同様である。
この物語の重要なポイントであるヴェレカーの秘密は,作品中繰 り返しいくつかの比IIPで表現さ
れる。タイ トルの「絨毯の下絵」はその一つであり,「秘められた秘宝」 (`the buried treasureつと






















































それを「私」 という語 り手の視点を通 して読み取って行 く。つまり私達読者は,「私」の視点にそ
って物語を辿ると同時に,その視点を通してもう一人の人物の意識をも辿っているのだ。しかも実
はそのもう一人の人物コーヴィックこそ,物語の真の主人公であることに私達は気づいて行 くので
ある。ちょうど翌年に書かれた『メイジーの知ったこと』 (V力αι Mαls'9【■9初,1897)において ,








“Of course you'H be all right,you know."Seeing l was a trifle vague he added:“I mean you
won't be silly,''
“Silly―――about Vereker t WVhy what do l ever find him but awfuny clever?"
“Wel, what's that but silly? What on earth does`awfully clever'mean? For God's sake try
to get αt hiln, Don't let hiln suffer by our arrangement. Speak of hi=n, you know, if you can, as I
should have spoken of hirn,"
I wondered an instant,“You mean as far and away the biggest of the lot―一 at sort of thing?"
Corvick almost groaned.“Oh y u knOw,I don't put them back to back that way;it's the infancy
of art i But he gives me a pleasure so rarei the sense of"――he mused a li tle――``something or
other."
I wondered again.“The sense,pray,of what?"
































``My whole lucid effort gives hiln the clue――e ry page and line and letter. The thing's as
concrete there as a bird in a cage, a bait on a hook, a piece of cheese in a mousetrap. It's stuck
into every volume as your foot is stuck into your shoe. It governs every line, it chooses every
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指摘して「私」を赤面させている。そして,それはある種の「秘伝のメッセージ」なのか (“Is it a
kind of esoteric message?")と「私」が尋ねたとき,ヴェレカーは明かな失望を示 して別れの握手








れに属するものか (“Is it something in the style or something in the thought?An element of form or









ことなのか (“I see―― it's some idea αbο
“
′life,some sort of philosophy.Unless it be some kind of
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game you're up to with your style, something you're after in the language. Perhaps it's a preference





遣う「父親のような」調子で「秘宝」探 しを諦めるよう忠告している。 (,中he turned and caught
sight Of my puzzled face, It made hiln earnestly, indeed l thought quite anxlously, shake his head and
wave his finger.“Give it up――g?e it up!" This wasn't a challenge―一i was fatherly ad?ce.(p.235))













は,ヴェレカーの真意が理解できず彼は「気分屋」だと考えるしかないのだった。 (. I¨ couldn't
help pronouncing hirn a man of unstable moOds.He had been free with me in a nood,he had repented
in a mOOd,and now in a mood he had turned indifferent,This general levity helped me to beheve that,










いた (`the sense he had had from the first that there was more in Vereker than met the eye.りと言い,
それこそ書評で触れて欲しかったことだと言っている。またもし自分が予定通り書評を書いていた
ら,「この作家の芸術の内奥には明かに未だ分かっていないものがある」 tthere was e?dendy血
the writer's inmost art something to b9 understood.'(p.237))と書いておきたかったとも言う。さら
に,かつてからこの作家には「言葉にし難いほのかな気配」や,「秘かな音楽の微かな調べ」のよ













いる。                                          '
I got hold of“Deep Down''again: it was a desert in which she had lost herself, but in which too


















“IIe hasn't gone into it,I know; it's the thing itself, let severely alone for six mOnths, that has
simply sprung o!t at him like a tigress out on the jungle.He didn't take a bOOk with him ― On
purpose; indeed he wOuldn't have needed to――he knows ev ry page, as l do, by heart, They an
worked in hiin tOgether,and some day somewhere, when he wasn't thinking, they fen, in aH their
superb intricacy, into the one right combination.The figure in the carpet came out.That's the way
he knew it wOuld cOme and the real reasOn――you didn't in the least understand, but l suppose I
may ten you now__why he Vent and why l cOnsented to his gOingo We knew the change wOuld dO
it―that the difference of thought,of scene,would g?e the needed touch,the magic shake,We
had perfectly,we had ad■lirably calculated.The elements vere an in his ilind,and in the s9cοttSSゼ














































潔癖す ぎる貞節心のせい」 (`an imputation of exalted sentiments,of supersdtious scruples,of a
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める模様ではなかった」 (`As a dssue tolerably intricate it was a carpet with a figure Of■s own;but











というものである。 (Corvick had kept his infOrmatiOn from his young friend till aFter the removal of
the last barrier to their intinacy―then only had he let the cat Out of the bag, Was it GvendOlen's
idea,taking a hint from hiln,to liberate this anilna1 0nly On the basis of the renewal of such a relation?
Was the figure in the carpet traceable or describable only fOr husbands and wives ― for 10vers
supremely united?.中there was enough to make me wonder if l shOuld have tO marry Mrs.COr?ck tO
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It is hke a regular train which starts at an advertised hour, but which is free to start only if
every seat be occupied. The seats are many, the train is ponderOusly long, and hence the
manufacture of dummies for the seasons when there are not passengers enough.A stured mannikin
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is thrust into the empty seat,where it rnakes a creditable figure tili the end of the journey.It lookS
sufficiently like a pasSenger,and you know it is not one only when you perceive that it neither says
anything nor gets out.The guard attends to it when the train is shunted,blows the cinders from its
wooden face and gives a different crook to its elbow,so that it may serve for another run,In this
way,in a、ven―conducted periodical,the blocks of rゼηゅ,,sSαgι are the dunlmies of criticism.….C8)
ここでジェイムズは,「定期列車」のように発車時間をコントロールされたジャーナリズムの世












中●When one considers the noble figure completely equipped―一armed ctrp―ヵ―♪抱 in curiosity and
sympathy―one falis in love with the apparition. It certainly represents the knight who has knelt
through his long vigil and who has the piety of his office.For there is something sacrificial in his
functiOn,inasmich as he offers himself as a ttneral touchstone.To lend himself,to project himself
and steep hinself, to feel and feel till he understands,and to understand so wen that he can say,
to have perception at the pitch of passion and expression as embracing as the air, to be infinitely
curious and incorrigibly patient, and yet plastic and inflaHllnable and deterHlinable, stooping tO






を扱う」,すなわち「まず他人の経験を扱い,それを自分の経験に組入れる」 (`he de』s wtth Hfe at























The bewildered spirit may ask itself.中What is the function in the life of lnan of such a periodicity
of platitude and irrelevance?Such a spirit will wonder how the life of inan survives it,and, above
al,what is much more important,how literature resists it, whether, indeed, Lterature does resist
it and is not speedily going down beneath it. The signs of this catastrophe will not in the case we





The case is therefore one for recognizing vith dismay.中that the multiphcat on of endowrnents for
chatter may be as fatal as an infectious disease; that hterature hves essentiaHy, in the sacred
depths of its being, upon example, upon perfection wrought; that, like other sensitive organisms,
it is highly susceptible of demorahzation, and that nothing is better calculated than irresponsible
pedagogy to make it close its ears and lips, To be puerile and untutored about it is to deprive it























































(`a small grOup of vell―meaning persons engaged in a testり姿が描かれるが,「それを根拠に,どの
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